The artistic connections of the Romanesque wall paintings in KostolÕany pod Tribeèom (Slovakia)
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The wall paintings of the nave of a small rural church in Kostoľany pod Tribečom, which belonged to the northern part of the Hungarian kingdom and is now in Slovakia, does not just represent one of the earliest well-preserved fresco cycles from the Hungarian kingdom, but possesses a unique iconography. In my study I will focus on three images: the Annunciation, the Nativity, and the Magi on the road. All of these pictures represent an iconographical type which was already unfashionable after the first millennium, which offers the opportunity to research their artistic connections in a longue durée.
In the Annunciation picture beside the Virgin Mary and the angel a third person, a young maiden, is also depicted. Two other maidens are represented in the Visitation scene. The Nativity with the spectacular, oval-shaped bed of the Virgin, the bathing scene, the resting Joseph, and another mysterious person in the left edge of the picture also represents a special version of the image type. But the most striking part of the interior decoration is the cycle of Magi. The unusually detailed scenes depict the Three Wise Men not as kings, but rather as enigmatic and exotic eastern travellers. All of these pictures refer to certain archetypes and suggest that to understand the meaning of these images we first have to research their artistic genesis.
Until now the previous scholarship analysed their iconography only to determine their date rather than trying to observe the roots of this peculiar iconography and in what possible ways it reached the Hungarian kingdom. All of the highlighted pictures are without proper analogies in their period and place, which cannot be explained entirely by the significant loss of their contemporary artistic material. Therefore the aim of my study is to observe the artistic connections of these wall paintings mainly through late antique and Carolingian models. How did these image types arrive at this church and through what possible mediating material? I believe that by analysing thoroughly these obscure, archaic pictures we can shed light on the methods of artistic exchange between the Mediterranean world and east-central Europe.
DRAWING THE CONTEXT OF THE WALL PAINTINGS
The small town Kostoľany pod Tribečom is located at the foot of Tribeč Mountain, which belonged to the Hungarian kingdom during the middle ages and nowadays is situated in western Slovakia. On the hill of this isolated settlement can be found the church of St George ( fig. 1 ), which was built in the eleventh century. 1 The core of the building has been preserved: it includes the quadratic apse that joins to the rectangular single nave. The primary structure of the building was extended in the second quarter of the thirteenth century when a second nave with a tower was added to the church, lengthening it in the western direction. 2 We have to emphasize how very fortunate it is that the murals of the interior were preserved for us since the building caught fire in the sixteenth century, and then the church came through notable rebuilding phase in the modern era as well. 3 However, the worst was left for recent times, when in the 1950's the villagers initiated construction on a third single nave to the church, again from the western directions. 4 This rather grotesque building received a cement-based ceiling, which made the interior so humid that it became harmful to any interior decoration. The walls of the church still stood white at this time. The observation (1960) and restoration of the wall paintings between 1964 and 1968 was conducted by the Slovakian conservator, Pavel Fodor. 5 The quality of the work of Fodor was substandard. He did not just strengthen the contours of the paintings, but worked with minium-based materials which darkened with time. This process made the murals as stiff and rustic as they seem today, and significantly enhanced their monochrome impression. The most recent, still on-going restoration by Marián Keleši aims to deliver the murals from this robust repainting. 6 However, since we will not be able to study the paintings in their original quality and colours, I have been using the archival photographs from the documentation of the observation of the wall paintings in the 1960's to get as close to the originals as possible. The sensational discovery brought to light the first painting layer of the church, which was preserved on the greatest part of the southern and northern walls of the nave and depicts an epic Biblical cycle, and with fragments in the apse with the remains of a maiestas Domini.
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The scenes in the nave are ordered into three registers: the two upper levels with narrative scenes and prophet or apostle busts in medallions in the lowest register. The upper level probably contained an Old Testament cycle, however, not much was preserved from it beside a few pairs of legs. 9 The middle register of the south wall contains a Nativity cycle in far better condition: after a devotional scene the Annunciation, the Visitation, and the Birth of Jesus are depicted. This cycle continues in the north wall, where the storyline focuses on the Wise Men: the journey of the Magi, the adoration of the Magi, and finally the Road to Egypt.
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The dubious state of the wall paintings unfortunately renders their stylistic analysis and dating more difficult. Despite this the earlier historiography of the murals focused mainly on these two questions. First, Vlasta Dvořáková suggested placing the wall paintings in the thirteenth century and made a connection to Styrian art.
11 However, this idea was soon challenged by Alojz Habovštiak and Josef Krása. 3 Especially the interior went through radical changes. The church was originally covered by a wooden ceiling. This was replaced by a vaulted ceiling in 1720-1721. L. ŠÁŠKY, Idem p. 80. There was also a pulpit built in, and the medieval wallpaintings were covered in this period. A. VALEKOVÁ, K pamiatkovej obnove Kostola sv. Juraja, in monumentorum tutela 21, 2009, p. 184. 4 A. VALEKOVÁ, Idem p. 185-186. 5 This was the first time that the church came under any serious research. 6 I want to express my gratitude here to Marián Keleši, the conservator of the murals who cordially helped my fieldwork in the church and explained the recent restoration works on the wall paintings. 7 Archival photographs: Archív Pamiatkového úradu (APÚ), Bratislava 573/B, 573/C. Documentation of the previous restoration from 1966 and 1967/8: APÚ R 398, R573. 8 There is also a second, Gothic layer preserved in the apse: the figures of standing Apostles. 9 Josef Krása argued that in the upper level of the nave an Old Testament cycle (Adam and Eve, Abel and Cain, and the sacrifice of Abraham) was depicted. However, today not much is visible from this. Krása saw the wall paintings when they were discovered which probably granted him a more reliable visual source than what we can work with today. J. KRÁSA, Nástěnné malby v kostele sv. Jiří v Kostoľanoch pod Tribečom, in monumentorum tutela 2, 1967, p. 117. 10 The last scene in this wall is nearly invisible today. Krása suggested that perhaps this represented the Massacre of the Innocents. J. KRÁSA, Idem p. 120. 11 Dvořáková already stressed this date in her common article with Krása in 1960. However, this dating is clearly based on the dating of the building, which she dated to the thirteenth century depending on its southern portal. However, as it was already mentioned in this study, that part of the church is from a later phase than the original core which includes the murals. V. DVOŘÁKOVÁ -J. KRÁSA While the former dated the murals to the eleventh century, the latter suggested for the terminus ante quem the second half of the eleventh century and emphasized the influence of Byzantine prototypes both stylistically and iconographically.
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Ján Bakoš also dated these paintings to around 1100 with the help of Czech book illumination. 13 A decade later, Melinda Tóth reinforced the dating of Dvořáková to the thirteenth century.
14 She was the first who really analysed the iconography of these pictures, however, but only for the purpose of dating them. 15 Hence Tóth argued that the wall paintings of Kostoľany pod Tribečom were influenced by Byzantine stylistic tendencies mediated through Venetian art.
In the most recent dedicated publication on the church (a special issue of the journal monumentorum tutela in 2009), Czech and Slovakian scholars harshly confronted this dating, and again relocated the murals in the first part of the eleventh century -as was argued in the study of Jana Maříková-Kubková and Tomáš Berger.
16 They connected the compositional technique of the painter of the Kostoľany pod Tribečom murals to the wall paintings in the St Peter and Paul church in Reichenau, and his linear style combined with the vertical division of space to such early medieval pieces as the ninth century murals of the Santa Maria Antiqua church in Rome.
17 I have also given attention to the genesis of these paintings, dating them with the help of roughly contemporary -and geographically closer -Czech miniature and wall painting analogies to the turn of the eleventh and twelfth centuries, and perhaps most probably to the first part of the twelfth. 18 Even this brief overview on the historiography shows us that the stylistic analysis and date of the extraordinary murals of Kostoľany pod Tribečom are still controversial in the scholarship and we cannot deal with them as a closed problem. However, as a result, the iconographic analysis was effaced in earlier research despite its singularity and delicacy. Therefore the aim of this article is to observe thoroughly the iconographical characteristics of three scenes of the cycle: the Annunciation, the Nativity, and the Magi on the road.
ANNUNCIATION
The first scene of the Nativity cycle depicts the Annunciation ( fig. 2) . Opposite of the usual arrangement of the two main characters, the dainty, long-sleeved figure of archangel Gabriel shows up in the right part of the image, while Mary is standing on the left. The locality of the picture is a neutral spot, only with a rough allusion in the background to the brown ground. Nevertheless, we can identify it more precisely as the interior of a room from the hanging curtains on both sides of the image. The most striking special feature of the picture are the two servant-maidens pulling open these curtains. This motif is incomprehensible in the local iconographical tradition -but also odd in central European art in general, where the Annunciation mostly focuses on the duality of the two main characters.
To understand this curious scene in Kostoľany pod Tribečom the earlier scholarship was content with the explanation that this pattern came to central Europe from late Byzantine painting in the 13-14th century. 19 On one hand, if I suggest the eleventh or tweltfth century as the date of the mural decoration this seems rather too late for us. But on the other hand, I suppose there is an alternative from where the feature came to Kostoľany, still inside the frames of Western Europe. Nevertheless the figure of the servant maiden shows up later in Byzantine painting, the roots of this iconographic type go back to Mediterranean late antique art. 20 The elaborate carving of the Genoels-Elderen ivory diptych ( fig. 3) shows us the same scene as we can see in the wall painting of the small, isolated church of Kostoľany pod Tribečom.
21 Beside the Virgin and the angel a young maiden appears in the right edge of the panel. This ivory also helps us to enlighten the function of the servant maiden and so reveal how the image worked: next to the standing archangel Mary is sitting in the middle of the composition, in a space defined and limited by some archways. However, the servant girl is drawing the curtain which is hanging directly from the frame of the image, which suggests to us that her main purpose is to unfold this sacred scene to the spectator. Moreover, she is a viewer and witness to the Epiphany. This account is applicable to the aerial maiden of the Kostoľany pod Tribečom wall painting, even though its rustic quality can be observed in how the painter carried out the scene: the girl draws the curtain from a separated little lodge in the background. This hints that he was working from a model that he could not understand entirely -a matter which I will return to in the following.
The wall painting of the Sant'Urbano alla Caffarella church in Rome was made about 1090 and thus we can see that this type of Annunciation was already in use in monumental painting by the time of the Kostoľany pod Tribečom mural.
22 Many other surviving examples can indeed be dated to the eleventh and twelfth century, which perhaps shed light on the modest popularity of this archaic image at this time. Moreover they reveal to us the other possible interpretations of the motif: in the wooden ceiling panel of the St Martin church in Zillis the maiden was doing housework in the moment of the apparition of the angel, and through this subsequent position emphasizes the position of the Virgin as a noble matrona; while in the wall painting of the St Peter church in the Catalonian town of Sorpe she is one of the eight servants who were helping the Virgin to spin the carpet of the temple based on the apocryphal Infancy Gospel of James from the second century. 23 Some of the later examples are very close to the earliest models, such One of the earliest examples of the same servant maiden figures already shows up in the mosaics of the Euphrasian Basilica in Poreč from the middle sixth century, as I will refer to this in greater depth in the following. 21 The provenance of the Genoels-Elderen ivories (today in the collection of the Musées Royaux de l'Art et d'Histoire, Brussels) is highly disputed. They were assigned both to Anglo-Saxon England, early Carolingian Francia, and most recently by Carol L. as the ivory plate of the Victoria and Albert Museum from around 1200 ( fig. 4 ) which shows the maidservant drawing open the curtain from the top of the scene, in a manner similar to the Genoels-Elderen dyptich. 24 The Kostoľany pod Tribečom piece in one particular feature differs from all the listed examples: in contrast to the usual order the Virgin Mary is shown in the left part of the picture, while the angel arrives from the right-hand direction. This arrangement very rarely occurs in Annunciation pictures, but suggests that the model of the Kostoľany pod Tribečom mural had a peculiar iconography. . 6 ). Obviously, this feature is embedded to the same iconographical tradition as the Annunciation. The maiden is preserved in the case of the Visitation in even earlier examples than the Annunciation, such as the mid sixth-century mosaic of the Euphrasian Basilica in Poreč ( fig. 7) . 26 The aformentioned Genoels-Elderen diptych -which includes the maidservant in the Visitation -also includes two extra persons in the Visitation scene, which is placed on the lower part of the ivory plate.
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Beside Kostoľany pod Tribečom the illumination of the St Albans Psalter made around 1125-1140 attests that the image type could still be found in the beginning of the twelfth century. 28 However, it seems that these could be in fact the Fig. 4 swan-song of the iconographical type, which the last known example of is the Visitation mosaic of the north transept of the San Marco cathedral in Venice which was produced just after 1200.
29
Contrarily, the version of the Annunciation containing a servant maiden survived in the Byzantine tradition even into the late medieval period. However, in western Europe I can list only two surviving later wall paintings, and surprisingly both from the northern part of the former Hungarian kingdom, curiously similar to Kostoľany pod Tribečom.
30 The fourteenth-century mural of Dravce and the fifteenth-century wall painting of Poruba ( fig. 8 ) both represent a sleeping servant maiden who is sitting on the ground and graciously holding up her tumbling head with her left hand. 31 This motif shows up and flourishes in late Byzantine art: one of its finest examples is a sixteenth-century icon from Moscow. 32 For this reason, I think, the two later images of Dravce and Poruba can be traced back to a different iconographical tradition and therefor different models than the mural of Kostoľany pod Tribečom. As I will express later, I do not intend to argue that its painter directly studied the late antique and Carolingian models, but I suppose that he should have worked with some mediating material that transmitted the iconographical type of those ancient visual sources.
NATIVITY
The last scene of the south wall depicts the Nativity of Jesus (figg. 9-10). The focal point of this excessively dense composition is the magnified, prone Virgin Mary who axially divides the picture and occupies nearly one third of the space. Behind her dominant figure, the newborn child appear in the manger, framed by an ox and an ass. In the foreground two maidens are bathing the little Jesus. Joseph is sitting to the right of them, leaning on his stick. The composition and its characteristic forms -such as the oval-shaped bed of the Virgin Mary, the tightly wrapped-up child, or the artistic solution of the bathing scene -are all references to a certain archaic iconography. The peculiar image with its strict, concentric arrangement evolved in early Byzantine and Coptic art. The first preserved examples of the picture can be seen of seventh and eighth-century icons from St Catherine's monastery in the Sinai. 33 One of its finest examples is an eleventh-century icon from Sinai. 34 This picture presents how detailed and elaborate the composition became over time: it also includes the arrival of the Magi, the Massacre of the Innocents and how Elizabeth and the infant St John the Baptist are escaping from the soldiers of Herod, the flight to Egypt, and a few other apocryphal scenes as well.
From the various scenes of the Kostoľany pod Tribečom cycle the Nativity is the only picture which in fact became quite popular both in western and in eastern Europe during the high middle ages. 35 This offers us the possibility to imagine vaguely how the transition of an image worked in a longue durée. Nativity scenes of this type were common in the middle Byzantine period although filtered by contemporary discourse could still faithfully transmit composition and features of earlier pieces. 36 However, it should be emphasized that the composition also became and remained popular in the Italian peninsula. One of its first examples, the eighthcentury mosaic of the Old St Peter's cathedral in Rome was contemporary of the first surviving Byzantine and Coptic icons. 37 The imagery initially became common in the Macedonian period (ca. 867-1056) in Byzantium and then flourished in the eleventh and twelfth centuries. 38 Main pieces of 35 Indeed for this reason I will mention here only a few of the numerous examples of these sorts of Nativity pictures which I found useful enough to refer to them here directly -which means that I did not intend to give a thorough analysis how the image emerged and changed. However, the literature of the few listed pieces that I referred to in the following notes give a introduction to the topic, that because of its measures I could not discuss here in more detail. It should be also noted that this Nativity picture remained popular even in the late medieval period as well. 36 twelfth-century monumental art such as the mosaic of the Cappella Palatina ( fig. 11) , or of the Martonara church, both in Palermo can be mentioned here. 39 The former example is also combined with the arrival of the Magi, who appear in separate scenes in Kostoľany pod Tribečom. Observing the strong connection between the Italian mosaics and their Byzantine prototypes we can claim that the art of the peninsula could mediate this image type to Western Europe.
The characteristic composition and the same formsolutions imply that in the case of these images the artists were not just working from similar descriptions of the artistic manuals, or described by their patrons, but indeed, they should have been inspired by the same visual sources. It can be referred here that this scene was also depicted in several portable icons, illuminations and ivories as well, which, as I see, should obviously have had an important role in the transmission of earlier models. Indeed, the illuminations and ivory plates represent the closest analogies of the wall painting in Kostoľany pod Tribečom. The tenth century Byzantine Nativity ivories in the Louvre and the Walters Art Museum ( fig. 12) , or the illumination of the Egbert Psalters all reveal essential compositional and iconographical similarities with the Kostoľany mural. 40 If we look closely at the wall painting, we can observe a standing person in the background, near the left edge of the picture. He has been entirely ignored by previous scholarship. He is wearing a long tunic and was captured in a move as if he is stepping into the scene: he is turning to the direction of the Virgin Mary and making a pointing gesture with his right hand. In the ivory of the Walters the same upper part of the image includes three similar persons, who are moving closer to the scene of the birth of Jesus and making the same sort of pointing gestures. However, we cannot see in any of these two cases what they are precisely doing. Other images, such as the Louvre ivory or the two Sinai icons suggest to us that they are leading the Magi or the shepherds to the infant Jesus. 41 Therefore I assume that we can see an angel in the mural of Kostoľany pod Tribečom as well. While the Walter ivory already shows a reduced version of the image, the artist of the Kostoľany wall painting went further when simplified the composition of the group of the -usually three, but sometimes even more -angels and shepherds or Magi radically to a single angel.
THE THREE WISE MEN
The peculiarity of the Magi pictures (figg. [13] [14] [15] [16] in Kostoľany pod Tribečom manifests itself through two main features: the non-kingly representation of the Magi, and their lengthy exposition in two whole scenes, as well as a reference in the Nativity scene. As I intend to present here, none of these traits were common after the first millennium, and definitely not in the turn of the eleventh-twelfth century. At this . 41 In the case of the older examples like the Sinai icons it is more typical that the angels are leading the Magi -while later, mainly from the tenth century, such as in the Louvre ivory they are more often leading the shepherds.
time, the Magi were already depicted as we are accustomed to today: the mighty kings from the East, in elegant clothes and with golden crowns on their heads. 42 Their appearance is also confined to one scene: the adoration of the Christ child, who is usually sitting on the laps of the Virgin, and the Magi are prostrating before him, offering their presents from the East. Instead of this, in the church of Kostoľany pod Tribečom the Magi posess an extensive and unusual cycle.
Previously I pointed out that the angel in the Nativity picture was showing the way to the witnesses of the Epiphany, either the shepherds or the Magi. However, it is impossible to decide with certainty what the painter was thinking of, and in light of the great emphasis on the Wise Men in the mural decoration of the church, I think it is very likely that the angel was showing the way to the Magi. Thus this could have been quite a resourceful way to connect the scenes of the south and the north walls.
Looking at the north wall, in the first scene the Magi are depicted on their journey. The Three Wise Men are standing next to each other, and pointing up to the now badly weathered star, which was their guide to the newborn Jesus. In the third scene of the cycle, we can observe their procession to the infant. Standing on the left side, their bodies are turned in the direction of the child, but their heads are looking nearly frontally to the viewer, while they are holding their gifts with both hands. On the right side, the Virgin Mary is sitting majestically on a throne, and the Jesus child on her lap is receiving the gifts while raising his right arm for benediction ( fig. 15-16 ). The last scene of the north wall depicts the flight into Egypt. Even though here we can see only the Virgin Mary with Jesus riding on an ass -they are escaping from the city after the visitation of the Magi, because they learned from the angel, who is presented here in the background, that Herod intends to kill the infants in Bethlehem.
43
Already the plot of the cycle reveals a few extraordinary features. Nontheless, a few high medieval Magi cycles includes the separate scene for the journey of the Wise Men, in which cases they most often travel on horses. This is what we can see in the illumination of the St Albans Psalter from about 1130 as well, whose folios in many other way recall the paintings of Kostoľany pod Tribečom. 44 The Three Wise Men are represented as travellers without crowns, and we can see the Magi on their journey, pointing up to the star on the sky: the two on the left turn right, and the third to the opposite direction, just as in the case of our mural. In the next illumination, the composition is again built up generally in the same manner as of Kostoľany pod Tribečom -except the horse of one of the Wise Men. In fact, Kostoľany represent a reminescent of the archaic images: in late antique art the Magi always travelled by foot while pointing up to the star or the sign of Christ. This move can already be seen in early fourth-century sarcophagus reliefs. 45 Their appearance recalls a similarly archaic imagination: the pre-Carolingian era, where the Magi were not visualized as kings, but as exotic eastern travellers. 46 Hence originally they were wearing Persian clothes: the chiton, anaxarydes, and Phrygian hats. 47 This is how they are depicted in their first preserved image, the early fourth-century wall painting of the Greek Chapel in the Priscilla Catacomb in Rome. 48 While St Augustine had mentioned them as kings, the shift in their imagery happened only in the tenth century. 49 Nevertheless, this later conception soon became popular and nearly totally displaced the former one. 50 After the first millennium only a handful of images preserved this original appearance, including the murals of Kostoľany pod Tribečom. The imagery of this wall painting today seems drawn with rough, rustic contours, and coloured with fallow, muddy tones. The achievments of the recent restoration research reveals a reverse picture: on the journey scene the first Magi from the left wears vivid green pants and white tunic, the second white pants and a yellow outer garment, and the third yellow pants and blue tunic. 51 The main particularity of their clothes is the hanging triangular-shaped garments at the end of their chitons, which differentiate their outfit from most of the late antique and contemporary analogies. Some of the early Christian models, such as the relief on an early fourth century Algerian sarchophagus lid represents the lower end of the chiton of the Magi divided into three parts as they step. 52 However, in the case of these examples it is clearly visible that these clothes are part of the garment and their form is made by the movement of the persons who wear them. 53 The inorganic nature of the garment in Kostoľany pod Tribečom suggests that the painter was copying the old models, but could not understand entirely the structure of these clothes. We can observe a similar experiment in the illumination of the Sedulius Codex ( fig. 17) , which originated in Mainz from about the second third of the ninth century.
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The hat which the Magi are wearing in the wall painting in Kostoľany pod Tribečom is also unique. Whether it is a Phrygian hat is not entirely evident; it is not quite as flat as the caps of the Magi in the St Albans Psalter. It shows a rather tall form, however, not as long as, for instance, the hats of the Wise Men in the Sedulius Codex, which is still one of the closest analogies. The wall paintings from about 1250 in the St Andrew church of Vizsoly, which also belonged to the Hungarian kingdom, offers an interesting Kostoľany pod Tribečom? I do not suppose that their painter was such a travelled man who could have possibly seen the compelling monumental examples of these images, for instance the mosaics of the Italian peninsula or Byzantium.
Objectively speaking the quality of these murals is far better than we would think from their actual state, but still under that of a high quality workshop with good standards. As I was trying to demonstrate, the iconographic, formal, and compositional similarities are so direct that it is not likely that the painter would have worked only according to an oral description of the landlord or the priest. Thus the master was primarily using visual sources. Even though from such a chronological distance we are not able to precisely define these, we can observe some possible mediators. Most probably the key elements here are small, and therefore mobile artefacts, such as ivories and manuscripts. I have attempted to analyze the iconographic origins of the highlighted scenes one by one, however, it is important that in many cases they were linked to each other. For instance, the enigmatic Salerno ivories from around 1100 contained a Visitation including the maidservant drawing away the curtain, and also a Magi cycle. 58 The Genoels-Elderen diptych presents a perfect example for the combination of the Annunciation and the Visitation, with both representing the same type as Kostoľany pod Tribečom does. 59 Beside these we have to consider the role of artistic manuals as possible visual sources as well.
Another key point of this research was to observe the personal attitude of the master to these models. As we have seen, in certain cases, for instance with the painting of the garments of the Magi it is obvious that he copied images that he did not entirely understand. This can be explained not through his insufficient artistic education, but rather with the vast distance of time that separated him from the prototypes. Still, the fact that he was copying and using these pictures implies that they still possessed power and were appealing to contemporary audiences. Therefore observing the iconography of the murals can shed light to artistic exhange between the Mediterranean world and the Hungarian kingdom, and also help to understand the complicated mechanisms of interchange when images moved across cultures and ages.
benchmark here: two of the kings are wearing a similar but shorter form of hat than what can be seen in Kostoľany pod Tribečom -while the third king has a golden crown. 55 As I see it, this particular detail, the hat of strange shape fits to the archaising tendency which occured in the eleventh-twelfth century. The wall paintings of the Sant'Urbano alla Caffarella Church ( fig. 18 ) and of the Benedictine abbey of Lambach, and also Kostoľany pod Tribečom attest that some artists still kept alive antique models, but formed them to the style of their own age and personality.
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ARTISTIC EXCHANGE IN THE KOSTOL'ANY POD TRIBEÈOM MURALS
The obvious problem that we cannot find relevant analogies from the Hungarian kingdom and the whole central Europe for the iconographical solutions of the discussed murals of Kostoľany pod Tribečom cannot be explained only by the great loss of local material. 57 The Annunciation, the Visitation, the Nativity, and the Magi images simply cannot be explained by local tradition. Instead of this, I have attempted to argue that all of these scenes are building on earlier models, mainly from late antiquity and the Carolingian era. These prototypes were meant to be old-fashioned, but not entirely forgotten in the eleventh-twelfth century, the time when the Kostoľany pod Tribečom murals were made. Art pieces from the Mediterranaean served the role of preserving and then mediating certain iconographic types from late antique to Romanesque art.
If we should describe the iconographical program of the Kostoľany church, a keyword would be their extreme archaism. However, this tendency was not entirely incidental. This offered us the chance to use the Kostoľany pod Tribečom wall paintings to observe artistic exhange around the eleventh-twelfth century. From the analyzed examples we can see more clearly the starting points of these interrelations. However, most of the models stand apart in time and space quite distantly from the Kostoľany pod Tribečom paintings. The most striking question of this study is how these models could possibly reach such a remote, isolated town in the northern mountains of the Hungarian kingdom, such as 55 ZS. JÉKELY, Vizsoly, in ZS. JÉKELY -J. LÁNGI, Falfestészeti emlékek a középkori Magyarország északkeleti megyéiből, Budapest, 2009, p. 430. 56 The murals of the Sant'Urbano alla Caffarella were made about 1090: P. WILLIAMSON, op. cit. (n. 22), p. 224-228. The wall paintings in Lambach can be dated to before 1089: M. TÓTH, A kosztolányi templom falképei, op. cit. (n. 14), p. 64-66. 57 As I already emphasized, the paintings of Kostoľany pod Tribečom is one of the earliest preserved wall painting cycle from the Hungarian kingdom, and also one of the most extended one from the Árpád era (972-1301). 58 The original form of the presentation of the so-called Salerno ivories is dubious. There are theories that they belonged to an altar, a throne, or a reliquary, etc., but all that is certain that it was dissolved before 1575; the scenes from the old and new testament, Apostles, donators and other decorative plates today scattered in many collections. S. DE 
